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Anapa kt 

llojMOBM eKcnpecuja, eKcnpecuBHoa m eKcnpecnoHM3ai\/i 
npeflaaBJbajy KJbyHHe TepiwuHe Ha Kojmvia je 3acH0BaH0 
caBpeiweHO apxirreKTOHCKO m yivieTHimKO CTBapajiaiiJTBo. HaKO 
ce pa/in o cyiiJTMHCKMM eaeKKUM KaTeropujawia, TyiviaHerbe 
obmx nojMOBa je HejacHO flerJmHiicaHO y HayMHWvi m TeopiijcKWvi 
TeKCTOBMMa. Ka/ia ce noMMH>e TepiwuH eKcnpecnoHM3aM, 
HajMeiune ce mmcjim Ha ctmjickm npaBau, y apxMTeKTypM m 
yiweTHOCTHMa KOjn je Hacrao n Tpajao noneTKOM XX BeKa y 
ceBepHoj EBponn (noce6HO y HeiwaMKoj n XojiaHflMjw), koa Kora 
cy CTBapaouM MCKpMBJbaBajiii CTBapHOCT Kpo3 npeiepMBaHse m 
eHeprnMHe noie3e, a CBe ca UMJbeivi M3pa>KaBaH>a yHyrpawrbiix 
BM3nja, Mfleja mjim ewiOMMja. MerjyTWvi, caBpeiweHe TeopujCKe 
pacnpaBe y yivieTHOCTWvia m apxiueKTypn yKa3yjy Ha nojaBHOCT 
eKcnpecMOHM3Ma n y flpyruM BpeiweHCKMiw nepiioflwvia m 

KOHTeKCTMMa. OCHOBHM i\V\Ib TeKCTa je KPMTM4KM flMCKypC 

iwefiyoflHoca eaeTCKMX Kaieropuja eKcnpeoije, eKcnpecuBHOc™ 
m eKcnpecMOHM3Ma, npeiicni<i™BaH>e rtiixoBor MecTa m yjiore 
y CMCTeMy BH3ye;iHor M3pa>KaBaH>a, Kao n npoBepa no;ia3He 
xnnoTe3e y McrpawiiBarby no Kojoj je eKcnpecM0HM3ai\/i 
y apxiueKTypn paflMKajiHa CTBapajiaMKa TeHfleHiyija ca 
M3pa>KeHMM K0JiepM4H0-caHrBMHii4HMM KapaKTepMCTHKaiwa. 

KfbyHHe pemi: eKcnpecuoHU3aM, encnpecuja, eKcnpecueHocm, 
eu3ye/iHU U3pa3, apxumeKmypa, yMemHocm 



Summary 

The concepts of expression, expressiveness and expressionism 
present the key terms on which contemporary architectural 
and artistic works are based. Although these are essential 
esthetic categories, the explanations of these concepts are not 
clearly defined in scientific and theoretical texts. When the 
term expressionism is mentioned, it often implies the stylistic 
direction in architecture and the arts, which was created and 
lasted until the beginning of the XX century in northern Europe 
(especially in Germany and the Netherlands), and in which the 
artists have twisted the reality with exaggerated and energetic 
strokes to express their inner visions, ideas or emotions. 
However, contemporary theoretical discussions in the arts and 
architecture point to the manifestation of expressionism in 
other periods and contexts as well. The basic aim of the text is a 
critical discourse of interrelations among esthetic categories of 
expression, expressiveness and expressionism; reexamination 
of their positions and roles in the system of visual expression, 
as well as the examination of the starting hypothesis in 
research, according to which expressionism in architecture is 
a radical creative tendency with distinctive choleric-sanguine 

characteristics. 

Key words: expressionism, expression, expressiveness, visual 
expression, architecture, art. 
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Yboa 

CpeflMHOM XX BeKa yiweTHH^Kii Kpum^ap Xep6epT Pufl 
(Herbert Read) noaaBno je Te3y no Kojoj je yiweTHOCT M3pa3 
ocefiarta nojeflMHMX aarta HHTyimnje, nepuenuMje mjim 
eMOUMje nojefliiHua. n p ofly 6 Jbyj yti m oBy Te3y y cBojww fleji wwa, 
oh m3hocm ciwejiy TBpflrty no Kojoj peajw3aM, MfleajiM3aM n 
eKcnpecnoHM3aM HMcy noce6HH npaBu.ii y ywieTHOCTM, Beti 
npeflaaBJbajy aa/iHe ocHOBHe MMHMOue y cbmm yfvieTHOCTWvia 
(Read, 1957). CraBOBM X. Piifla npywmw cy iworytiHoa fla ce 
npeMcnMTajy flocaflawrta TyrviaMerba nojeflUHHx cthjickhx 
npaBaua m (peHorvieHa y apxiueKTypM m yrvieTHOCTWvia. fla 6n 
ce (peHoiweH eKcnpecnoHiic™4Kor CTBapajiaiiJTBa noaaBno y 
OflroBapajytiM kohtckct m fla 6n ce pa3yrviejia rteroBa cyiuTMHa, 
HeonxoflHO je npeixoflHO pa3MOTpnTH oniiJTe ecieTCKe 
KaTeropuje Kojwvia oh npiinafla, Tj. eKcnpecwjy m eKcnpecuBHOCT. 

Kcnpecwja 

Ochobhm npo6jieM y KpHTHHKOj aHajlM3M TeopMjcKMX 
MHTepnpeTaunja nojiwa eKcnpecuja je y Torvie wto ce y 
pa3JiM4MTiiM o6jiacTMMa HayKe n ywieTHOCTM nojaiw eKcnpecuje 
KopucTM Ha pa3JiM4MTe Ha^MHe. riofl nojMOM eKcnpecuje 
HajMeiune ce Ha;ia3e aieflena TyrviaMetoa: 1) aKTMBHOCT mjim 
Ha4MHTpaHC(popMiicaH3a Mfleja y penii; 2) MCKa3MBaH>e ewiouMja, 
ocefiarta m cji.; 3) npeHowerbe eMouwja nyTeM My3MKe, cjwKe 
h cji.; 4) M3pa3 Ha Jinqy Koji/i yKa3yje Ha pacnojiowerte mjim 
erviouMjy; 5) M36op pemi, (ppa3a, CMHTaKCM, MHTOHauMje m cji. 
y KowiyHMMMpaHsy; 6) OflpefieHa <ppa3a Koja ce yo6imajeHO 
KopMc™ fla 6m ce MCKa3ajio HeiiJTO m flp. y HajujMpeM cMMCJiy, 
nojaivi eKcnpecMje ce oflHocn Ha aKTMBHOCT Koja ce npefly3Mi\/ia 
ca OflperjeHOM HaiwepoM. MerjyTMM, ca KojMM UMJbeM ce 
HeujTO wejw M3pa3M™, 3aBMCnne ofl o6nac™ y Kojoj ce 
TepMMH npinvierbyje. BpaHKO ToiuoBMn y cbom MJiaHKy flaje 
nperjiefl npnivieHe nojiwa eKcnpecuja y pa3Jinmi™M HayMHUM n 
yiweTHHHKHM o6jiacTMMa (ToujobmTi, 2004): 



Introduction 

By the mid-20th century, the art critic Herbert Read set the 
thesis by which art is the emotional expression of certain states 
of intuition, perception or emotion of an individual. By further 
analyzing this thesis in his works, he makes a bold statement 
by which realism, idealism and expressionism are not separate 
movements in art, but represent constant basic factors in all 
the arts (Read, 1957). The opinions of H. Read have enabled 
the reexamination of previous interpretations of certain stylistic 
directions and phenomena in architecture and the arts. To place 
the phenomenon of expression istic creativity into an appropriate 
context and to understand its essence, it is necessary to analyze 
beforehand the general esthetic categories to which it belongs, 
i.e., expression and expressiveness. 

xpression 

The main problem in the critical analysis of the theoretical 
interpretations of the concept of expression lies in the fact that 
the concept of expression is used in different ways in different 
fields of science and art. Regarding the concept of expression, 
the following interpretations can often be found: 1) an activity 
or way of transforming an idea into words; 2) showing emotions, 
feelings etc; 3) conveying emotions by way of music, images etc; 
4) facial expression showing mood or emotion; 5) choice of words, 
phrases, syntax, intonation etc., in communication; 6) a specific 
phrase commonly used to express something etc. In the widest 
sense, the concept of expression refers to the activity undertaken 
with a specific intention. However, what is the aim of expressing 
something will depend on the field in which the term is used. In 
his article, BpaHKO ToujobuTi gives an overview of the applications 
of the concept of expression in different scientific and artistic 
fields (ToiuoBMh, 2004.): 



o6nacT npnuieHe 



TyNianeibe / KHTepnpeTaiiMja 



apxiueKTypa, jWKOBHa yMeTHon w BajapcTBO 

KltMWeBHOCT, JlUHrBHCTHKa 

no3opnuiHa, nnecHa m (jinjiMCKa ywieTHOCT 

eaeTMKa,(|)MJi030(|)Mja 

ncuxonornja 

reHeTMKa, MeflwiiMHa, 6woxeMwja ... 



M3pa)KaBaH>e mhcjim h ocefiatt>a nyTeM npoaopHwx, o6jimkobhmx m jimkobhhx cpefloraBa. 

H34MH mjim <|>opMa nyTeM Kojux ce mmchm M3pa«aBajy penMMa. 

M3pa)KaBaH>e eMOUMOHariHMX aaita nyTeM noKpeTa Tena m mmmmkom nnua. 

jamrna MCKa3MBaH>a eMOUMOHariHorcaApwaja, npM MeMyje oh jacaH, yne^aTJbWB unMMaH. 

Bep6afiHo/HeBep6ariHO noHawaite Koje HacTaje nofl VTMuajeM OApetjeHe eMouwje. 

npou.ec KojwM ce WHijiopMauMje M3 reHa Kopwae y 6MoxeMMjn. 



Ta61. 

npniweHa nojiwa eKcnpeciija y o6nacTtiMa HayKe *i yMeTHoaw 



Field of application rendition / interpretation 

architecture, visual arts and sculpture expressing thoughts and feelings with spatial, formative and visual means. 

literature, linguistics manner and form by which thoughts are expressed in words. 

theater, dance and film arts expressing emotional states by body gestures and facial mimics. 

esthetics, philosophy intensity of expressing emotional content, which is clear, striking and personal 

psychology verbal/non-verbal behavior caused by a specific emotion. 

genetics, medicine, biochemistry... process in which information from genes is used in biochemistry. 



Table 1. 

Use of the concept "expression" in the field of science and arts. 
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Kafla ce o eKcnpecMjM roBopn y oS/iacTMMa eaeTMKe m Teopuje 
yiweTHOCTM, 3HaMajH0 je HeBecm aaBOBe B. Kponea (Benedeto 
Croce), P. BeHMHrepa (Regina Wenninger), P. [. KojiMHreyfla 
(Robin George Collingwood) n LJ. flmiBopia (John Dilworth). B. 
Kpone, Kafla roBopM o yivieTHOc™, He npaBM pa3JiMKy M3Mefjy 
eKcnpecuje n ywieTHOCTM, Befi Kawe fla je y ochobm cBaKe 
yiweTHUHKe eKcnpecwje MHTyMUMja Kao ayTemrmaH o6jimk 
yiweTHHHKor ca3HaH>a. no rteroBOM MMUubetty, HeMoryfie je y 
npouecy ca3HaH>a oflBojn™ MHTynuMjy Ofl eKcnpecwje. JeflHa ce 
nojaBJbyje y mctom TpeHyTKy Kafla n flpyra, mcto mm je Bpeiwe, 
mctm mm je npouec, jep HMcy flBoje Befi jeflHO. 1 P. BeHMHrep 
cMaipa fla yMeTHMK, Kafla M3pawaBa Ha^MH Ha KojM m KaKo 
nocMaipa cBeT, to mmhm cnoHTaHO m HenocpeflHO. HenocpeflHa 
periauMja M3Mefjy yMeTHMKa m H>eroBor CTMJia o6yxBaTa flBa 
acneKTa: npBo - ctmji HMje HeiiJTO HayneHO, flpyro - jimhhm ctmji 
je HeiiJTO Ha una je yMeTHMK Ha HeKM Ha4MH„c;ien"MJiM Hera HMje 
CBeaaH. 2 3a P. I". Ko/iMHrByfla eKcnpecMja je HecBecHa yMeTHMHKa 
aKTMBHoa M3pawaBaH>a 3a KOjy He Mowe 6mtm TexHMKe. 3 Oh 
CMaTpa fla je oco6a Koja Kawe fla M3pa«aBa eMOUMjy CBecHa 
fla eMOUMjy flo>KMBJbaBa a/iM HMje CBecHa KaKBy. CBecHa je 
y36yfjeH>a Koje ocefia fla ce fleiuaBa y n>oj, a/iM HMje CMrypHa 
KaKBe je npMpofle. /Jok je y obom aatby, cBe ujto MO>Ke fla Kawe 
o cBojMM eMOUMjaMa je: „OcefiaM, a/iM He 3HaM una ocefiaM". 

M3 OBOr CTaH>a OHa M3Jia3M MMHefiM HeiiJTO UJTO MM 30BeMO 

u3paxaeaHye. KpMTMKyjytiM KojiMHrByflOBe craBOBe, IJ. flMJiBopT 
m3hocm K0HTpaTe3y no Kojoj nojaM eKcnpecMje HMje afleKBaTaH 
3a npouec yMeTHMMKor CTBapajiaiiJTBa. Oh CMaTpa fla je KJby^HM 
<|)aKTop y o6hobm (MMaiefiM Ha nojaM eKcnpecMje), 3aMeHa 
nojMa „M3pa3" nojMOM „MHTepnpeTauMja". Oho ujto yMeTHMUM 
CTBapHO 4MHe je MHTepnpeTMparte, a He M3pawaBaH>e cBojMX 
noneTHMx eMOUMja, m to 4MHe Ha KpeaTMBHe HaMMHe KojM Mory 
flajieKOfla npeBa3Mfjy rtMxoBe noHeTHe MMnyjice. 4 

riocMaTpajyfiM ca craHOBMUJTa jimkobhmx yMeTHOCTM rj. K. ApraH 
(Julio Carlo Argan) y CBojoj khjM3m ModepHa yMemHocm 1770- 
1970-2000. m3hocm BMfjerte, no KOMe je „eKcnpecMja oho ujto 
je cynpoTHO MMnpecMjM". HMnpecMja Kpefie Ofl „cnojba npeMa 
yHyTpa", peajiHOCT (o6jeKaT) yTMCKyje ce y CBecT (cy6jeKaT). 
EKcnpecMja Kpetie y cynpoTHOM npaBuy, „ofl yHyTpa npeMa 
cnojba" cy6jeKaT je Taj KojM MCTMCKyje o6jeKai 5 ApraHOBO 




1 KpoMe. EaerwKa, Kao HayKa o M3pa3y m onuua miHrBwcrwKa. (1934) 

2 Wenninger. Individual Style after the End of Art. (2005), pp. 105-115. 

3 Collingwood. The Principles of Art. (1 958), pp. 1 09-1 1 1 . 

4 Dilworth. Artistic Expression and Interpretation. (2004), pp. 10-28. 

5 ApraH. MoflepHa yMeTHOCT 1 770-1 970-2000. (1 970). ap. 1 84. 

6 Robinson. Expression and expressiveness in art. (2007), p. 19-41 . 



TyManetoe yKa3yje Ha aKTMBHOCT CTBapaoua, Koja ce npefly3MMa 
c UMJbeM aKUMje npeMa OKpywerty y3 cjio6o,d,ho MCKa3MBaH>e 
mmcjim, XTetta mjim eMOUMja tokom crBapatba yMeTHMMKor flejia. y 
ApraHOBoj (|)opMynauMjM aKueHaTje npBeHCTBeHO Ha cynpomHocmu 
nojMoea eKcnpecuja m uMnpecuja, ujto ce yjeflHo jaBJba m Kao 
jeflHa Ofl ochobhmx pa3JiMKa Kafla ce nopefle yMeTHMMKM npaBUM 
MMnpecM0HM3aM m eKcnpecMOHM3aM, KpajeM XIX m noneTKOM XX 
BeKa. TaKofje, y nMTarty je oflHoc„cy6jeKTa npeMa o6jeKTy"M to Kao 
aKmueHocm, a He Kao mpamepm oco6uHa, Koja 6m Morna fla ce 
TyMa^M Kao„eKcnpecMBHO cBojcTBo " o6jeKTa. 

IJ. Po6mhcoh (Jenefer Robinson) y MJiaHKy EKcnpecuja u 
eKcnpecueHocm y yMemHocmu Ka>Ke fla je eKcnpecMja bma 
noHauiaH>a, Koje: 1 ) ce oahocm Ha HeKora ko flo>KMBJbaBa eMOUMje, 
2) MaHMthecTyje mjim OTKpMBa eMOUMje Ha TaKaB Ha^MH fla m 
ApyrM JbyflM Mory fla ona3e eMOUMje y noHauiarby. EKcnpecMja je 

y OCHOBM HeUJTO UJTO aKTepM MJIM 3aMMUJJbeHM aKTepM (mmcjim 

ce Ha yMeTHMKe, HapaTope mjim KapaKTepe - JiMKOBe) 4MHe (mjim 
je 3aMMUiJbeH0 fla 4MHe). YMeTHMUM MO>Kfla He Mory yHanpefl 
3H3TM Kojy fie eMou.Mjy h>mxobo 3aBpuieH0 flejio M3pa3MTM, ajiM 
o6m4ho 3Hajy fla nMuiy necMy mjim CTBapajy cjiMKy Koja tie Ha 
Haj6ojbM HaMMH MCKa3aTM H>MXOBe eMOUMje. TaKofje, HaMepa 
mm je fla M3pa3e eMOUMje Koje fie 6mtm BMflHe mjim fie MofiM fla 
ce 4yjy y caMOM flejiy. 6 HaKO je y nMTarty yonuiTeHO TyManetoe 
nojMa, ayrepKa yBMfja flyajiMTeT eKcnpecMje, m to Kao aKTMBHOCT 
Koja MO>Ke CBecHO mjim HecBecHO fla ce oflBMja, Tj. ca oflpefjeHMM 
u.MJbeM npeHouieH>a eMOUMja flajbe npeMa okojimhm, mjim 6e3 
TeHfleHUMja fla ce HanpaBM MKaKBa MHTepaKuiija ca okojimhom. 

KpMTM4KMM BpeflHOBatbeM CTaBOBa M3 npeTXOflHMX MCKa3a, MO>Ke 

ce 3aKJby4MTM fla je eKcnpecMja onuiTa ecTeKKa KaTeropMja Koja 
noflpa3yMeBa CBecHy mjim HecBecHy aKTMBHOCT CTBapaoua, m fla 
ce OflBMja c UMJbeM jacHor m ayTeHTMHHor M3pawaBaH>a mmcjim, 
eMOUMja mjim ocefiatba npeMa o6jeKTMMa y OKpy^erty. flaKJie, 
eKcnpecMja npeflcraBJba CBOjeBpcTaH npeno3HaTJbMB o6pa3au. 
M3pa>KaBaHja mmcjim, eMOUMja m ocefiatba, 3a KojM je HeonxoflHO 
fla ce noHOBM BMUie nyTa KaKO 6m ce Morao Ha3BaTM jimmhom 
eKcnpecMjoM jeflHor CTBapaoua. Mefjy no3HaTe CBeTCKe CTBapaoue, 
kojm MMajy (|)opMMpaHy JiMMHy eKcnpecMjy (ayTemrmaH M3pa3), 
Mory ce CBpcTaTM: O. O. TepM, }\. JlM6ecKMHfl, 3. XaflMfl, M. BoTa, C. 
KajiaTpaBa, T. Ahao, tmm CAHAA m flpyrM. 




Cn.1. 

EKcnpecMOHMCTMMKM M3pa3 apx. flaHiijena Jln6ecKMHfla - 

npOWMMaibe OIUTpOyrflMX M HaKpUBJbeHHX apXI1T6KT0HCKMX 0OpM[1 

Fig. 1 . 

Expressionistic manifestation by architect Daniel Libeskind - 
infusion of sharp-angled and tilted architectural forms. 
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Speaking of expression in the fields of esthetics and art theory, 
it is important to give the opinions of: Benedeto Croce, Regina 
Wenninger, Robin George Collingwood, and John Dilworth. 
Speaking of art, B. Croce makes no difference between expression 
and art, but tells that in the basis of every artistic expression is 
intuition as an authentic form of artistic knowledge. According 
to him, it is impossible to separate intuition from expression in 
the learning process. The former appears simultaneously with 
the latter; in the same period and the same process, because 
they are not two, but one. 1 R. Wenninger believes that the artists 
when expressing their way in which and how they observe the 
world, they do it spontaneously and directly. A direct relation 
between the artist and his style involves two aspects: firstly, style 
is not something learnt; secondly, personal style is something to 
which the artist is in some way "blind" or unaware of". 2 For R.G. 
Collingwood, expression is an unconscious artistic activity of 
expressing for which there can be no technique. 3 He believes that 
when a person says that they are expressing an emotion, they are 
conscious of their experiencing of emotion, but not conscious of 
what kind of emotion is in question. This person is aware of the 
excitement they are feeling, but not sure of its nature. While in 
this state, all that they can tell of their emotions is: "I feel, but 
I do not know what I feel." They exit from this state by doing 
something known to us as expressing. In criticizing Collingwood's 
views, J. Dilworth offers a counter-thesis by which the concept of 
expression is not adequate for the process of artistic creation. He 
considers the key factor in the revival (considering the concept of 
expression) to be the substitution of the concepf'expression" with 
the concept "interpretation". What artists really do is interpreting, 
not expressing their original emotions and they do it in creative 
ways that can by far exceed their initial impulses. 4 

From the viewpoint of visual arts, in his book "ModepHa 
yiviemHocm 1770-1970-2000" Julio Carlo Argan presents his 
opinion, according to which "expression is that opposite to 
impression". Impression moves from "the outer towards the 
inner world"; reality (object) is imprinted into the consciousness 
(subject). Expression moves into the opposite direction, "from 
the inner towards the outer world", the subject supersedes the 
object. 5 Argan's interpretation points to the artist's activity, which 
is undertaken in an action towards the surroundings, with a free 
expression of thought, will or emotion during the creation of a 
work of art. In Argan's formulation, the emphasis is primarily on 
the antithesis of the concepts of expression and impression, which 
is at the same time one of the main differences, when comparing 
the artistic movements of Impressionism and Expressionism 
at the end of XIX and the beginning of XX century. The relation 
„subject versus objecf'is also in question, as an activity, not 
as a characteristic, which can be understood as an „expressive 
property"of the object. 



Jenefer Robinson, in the article "Expression and expressiveness in 
art", states that expression is a form of behavior, which: 1)refers 
to someone who is experiencing emotions, and 2)manifesting 
or revealing emotions in a way that others can notice their 
emotions in their behavior. Expression is basically something 
which protagonists or imaginary protagonists (having in mind 
artists, narrators or characters) do (or what is imagined that they 
do). Artists may not be able to know beforehand which emotion 
their finished work will express, but they usually know that they 
are writing a poem or creating a picture that will express their 
emotions in the best possible way. Their intention is also to 
express emotions that will be visible or that can be heard in the 
artistic work" itself. 6 Although this is a general interpretation of 
the concept, the author realizes the duality of expression, as an 
activity that can be consciously and unconsciously taking place, 
i.e., with a specific aim of conveying emotions further towards the 
surroundings, or without any tendencies in making any kind of 
interaction with the surroundings. 

With a critical evaluation of opinions from the above-mentioned 
statements, it can be concluded that expression is a general 
esthetic category that implies a conscious and unconscious 
activity of the artist and it takes place with the aim of a clear and 
authentic expression of thought, emotion or feelings towards 
the objects in the surroundings. Thereby, expression represents 
a unique, recognizable pattern of expressing thought, emotion 
and feeling, which needs to be repeated several times in order to 
be called a personal expression of one artist. Among well-known 
global artists, who have a formed personal expression (authentic 
expression), can be listed: F.O.Gehry, D. Libeskind, Z. Hadid, M. 
Botta, S. Calatrava, T. Ando, team SANAA and others. 



Kpone. Ecmemum, mo mym o U3pa3y u oniuma jiuHieucmuKa. (1934) 
Wenninger. Individual Style after the End of Art. (2005), p.105-115. 
Collingwood. The Principles of Art. (1 958), p.109-1 1 1 . 
Dilworth. Artistic Expression and Interpretation. (2004), p.10-28. 
ApraH. ModepHa yMeniHocm 1770-1970-2000. (1970). crp.184. 
Robinson. Expression and expressiveness in art'. (2007), p.1 9-41 . 
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KOipeCMBHOCT 



riojaM eKcnpecMBHOc™ ce Bpjio Meao noMCTOBefiyje ca nojMOM eKcnpecuje. Ykojimko 
ce nojaM eKcnpecuje Tyiwa^ii npBCHCTBeHO Kao aKTMBHOCT mjim o6pa3au„ OHfla 6m nojaivi 
eKcnpecMBHOc™ noflpa3yivieBao cBojaBO o6jeKTa. Y cbom MJiaHKy EKcnpecueHocm, 
5. ToiuoBMti fle^MHMiue eKcnpecMBHoa Kao KaTeropiijy CTMJiMCTMKe, JiMHrBMCTMKe, 
Krt>M>KeBHOc™, yiweTHOCTM, eaeTMKe, JiornKe, ncuxojiomje n reHeniKe, Koja Ha je3M4K0M 
n/iaHy o6yxBaTa (jjopwia/iHe, ceMamrmKe, (fiyHKMMOHajiHe m KaTeropMjajiHe jeflMHMue y 
HjMxobmm xo mo re hum m xeieporeHUM oflHOCMMa, a Koje oflpawaBajy n M3pawaBajy 
CBojeBpaaH cy6jeKTMBHM, eMOUMOHajiHM m/mjim ecreTM3MpaHM o/ihoc A (nowMJbaoua, 
ayTopa, roBopHor jwua) npeivia 5 (npwwaoijy, peuMnMjeHTy) mjim LI (npeflMeTy, caflpwajy 
nopyKe). 7 fiofl nojMOM eKcnpecMBHOCTM oh noflpa3yMeBa cboj'ctbo mjim CKyn oco6nHa, 
Koje oflpawaBajy cneuM(|)MMaH OflHoc noiiJMJbaoua npeivia npMwiaouy mjim npeflMeTy. 
flo cjiM4Hor 3aKJby4Ka flOJia3M h LI. Po6mhcoh Ka/ia npaBM MCKJbyHMBy flMCTMHKUMjy 
M3Mefiy nojMOBa eKcnpecuje n eKcnpecMBHOc™. no H>eHOM MMWJbetoy, eKcnpecuja je 
pejiauMja M3Mefiy yiweTHM^Kor flejia (M3pa3a) n oco6e Koja ce M3pawaBa, Koja je mjim 
ayrop mjim 3aMMiwbeHM aKTep, HapaTop mjim KapaKTep (jimk M3 flejia). HacynpoT Toiwe, 
eKcnpecMBHOCT je pejiauMja M3Mefiy M3pa3a m ny6jiMKe ca kojom ayrap nocpeflHO 

KOMyHMU,Mpa. 8 

eKcnpecuja esccnpecHBi-iocT 

Jl. Tojidoj (Leo Tolstoy), y cbom HJiaHKy UJma je yMemHOcm? m3hocm nojeflHoaaBJbeHO 
TyMa4eH>e eKcnpecMBHOCTM Kafla Kawe fla je yMeTHOCT JbyflCKa aKTMBHOCT Koja ce orjiefla 
yTOMe ujto nojeflMHau, cBecHO, nocpeflCTBOM oflpefieHMX cnojbaiiJHMX 3HaKOBa, flpyrMMa 
npeHOCM ocefiatta Koje je npo>KMBeo, TaKO fla ce m ohm 3apa3e tmm ocefiatbMMa m npo>KMBe 
mx. 9 KpMTMKyjytiM TojidojeB CTaB, T. TpejaM (Gordon Graham), m3hocm MMimbette o 
eKcnpecMBM3My, Kao rjieflMiiJTy no KOMe yMeTHMMKa flejia flonapaBajy eMOUMje, a HMcy 
OflMCTa M3pa3 eMou,Mja. Oh Kawe fla ce 3a cBaKO yMeTHMMKO flejio MO>Ke tbpamtm: 1 ) fla je 
noBOfl 3a HacraHaK flejia 6mjio HeKO eMOUMOHajiHO MCKycTBO, 2) fla je H>eroBa peuenuMja 
CTBopMJia eMOUMjy koa ny6jiMKe, a fla npM tom, 3) MnaK HMje TaMHO fla je eMOUMja 6wjia 
caflp>KajflOTM4Horflejia. EKcnpecMBMCTM4KaieopMjayyMeTHOCTMMCTM4eflaaKO cejeflHOM 
yMeTHMMKOM flejiy Mowe npMnMcaTM OflpefieHO ocefiatbe, OHfla je to flejio M3pa3 Tor 
ocefiatta, a pa3yMeBaH>e flejia ce cboam Ha oco6eHO npeno3HaBaH>e flOTMHHor ocefiatba. 10 

CiaB T. TpejeMa yKa3yje Ha ocHOBHy pa3JiMKy M3Metiy eKcnpecMje Kao CBojeBpcHor 06- 
pacua nyreM Kora ce eKdepHM3yje ncMxojioiiJKM CKJion CTBapaoua, m eKcnpecMBHOCTM 
Kao CKyna KapaKTepMCTMKa nojeflMHaMHMX ocrBapetba CTBapaoua, Koja ce Mory 
flO>KMBJbaBaTM m TyMa^MTM Ha pa3JiM4MTe HaMMHe, a fla flejia npM tom He Mopajy 6mtm 
totobo hm y KaKBOj flMpeKTHoj Be3M ca ncMXOM m TeMnepaMeHTOM CTBapaoua. /Ja jim fie 
jeflHO apxMTeKTOHCKO flejio 6mtm flO>KMBJbeHO m OKapaKTepMcaHO Ha OflpefieHM Ha^MH, 
Tj. KaKBe fie My ce oco6MHe npMJiMKOM flo>KMBJbaja npMnMcaTM, 3aBMCMfie y mhoto MeMy 
m ofl ncMxo<|)M3M4Kor cratta, nepuenuMje m a<|)MHMTeTa nocMaTpa^a, ujto npBeHCTBeHO 
npeflCTaBJba o6jiacr MapawMBatba ncMxojiorMje yMeTHOCTM. 

3HanajHM pe3yjrraTM Ha nojby eMnMpMjcKor Mcrpa>KMBaH>a eKcnpecMBHOCTM y apxMTeKTypM 
nocTMmyTM cy y MCTpa>KMBaH>y C. MapKOBMfia m rj. AjKjwpeBMfia^y KOMe je KOHCTaTOBaHO 
fla nocTOje 4eTMpM ochobhc KaTeropMje eKcnpecMBHOCTM, Kao m fla ce koa HajBefier 6poja 
McnMTaHMKa OHe nojiapM3yjy y flBe flMjaMeTpajiHO pa3JiM4MTe BM3yejiHe KaTeropMje, 
Koje cy y Mcrpa>KMBaH>y paflHO Ha3BaHe „K0JiepM4H0-caHrBMHM4Ha" m „(|)JierMaTM4H0- 
MejiaHxojiM4Ha" eKcnpecMBHOCT. 12 Pe3yjiTaTM OBor Mcrpa>KMBaH>a cy 3HanajHM jep 
yKa3yjy fla nocTojM bmcok hmbo carjiacHOCTM McnMTaHMKa y nepuMnMpatty m KpMTM4K0j 



Cji.2. 

EKcnpecuja h eKcnpecMBHOCT 
C - Cy6jeKaT (ywieTHMK) 
0 - 06jeKaT (ywieTHMHKO f\eno) 
n - nocMaTpai (nepuMnwjeHT) 

Fig. 2. 

Expression and expressiveness 
C - Subject (artist) 
0 - Object (art work) 
n - Observer (percipient) 
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xpressiveness 

The concept of expressiveness is very often identified with the 
concept of expression. If the concept of expression is primarily 
understood as an activity or pattern, then the concept of 
expressiveness would imply the property of the object. In his 
article "Expressiveness", B. Tosovic defines expressiveness as 
a category of stylistics, linguistics, literature, art, esthetics, 
logic, psychology and genetics, which on the linguistic level 
includes formal, semantic, functional and categorical units in 
their homogenous and heterogeneous relations that reflect 
and express a unique subjective, emotional and/or esthetisized 
relation between A (sender, author, speaker) and B (addressee, 
recipient) or C (subject, message content). 7 By the concept of 
expressiveness he means the property or group of qualities, which 
reflect a specific relation between the sender and the recipient 
or object. Jenefer Robinson arrives at a similar conclusion when 
she makes an absolute distinction between the concepts of 
expression and expressiveness. In her opinion, expression is the 
relation between an art work (expression) and a person who is 
expressing oneself, who is an author or an imaginary protagonist, 
narrator or character (character from a work of art). Contrary to 
this, expressiveness is a relation between expression and the 
public with whom it communicates. 8 

Leo Tolstoy, in his article "What is Art?" gives a simplified 
interpretation of expressiveness when he says that art is a human 
activity reflected in the fact that an individual consciously, by 
means of specific external signs, conveys to the others the feelings 
he/she has experienced, so that they are infected by these feelings 
and they experience them. 9 Criticizing Tolstoy's stance, Gordon 
Graham gives his opinion on expressionism, as a viewpoint 
according to which art works resonate emotions, but are not a 
real expression of emotion. He says that for every work of art it 
can be claimed that: 1 ) the catalyst for the creation of an art work 
is any kind of emotional experience, 2) its reception has created 
an emotion with the public, and thereby, 3) still, it is untrue that 
the emotion was contained in the mentioned work of art. The 
expressionist theory in art emphasizes that if a certain feeling can 
be ascribed to one work of art, then that work is an expression of 
that feeling, and understanding that work amounts to a specific 
recognition of the feeling in question. 10 



G. Graham's view points to the main difference between 
expression as a unique pattern by which the psychological 
structure of the artist is externalized, and expressiveness as a 
group of characteristics of an artist's individual creations, which 
can be experienced and understood in different ways; the works 
do not have to be in any direct relation with the psyche and 
temperament of the artist. Whether one architectural work will 
be experienced and characterized in a certain way, i.e., what kind 
of traits will be attributed to it during its experience, will greatly 
depend on the psycho-physical state, perception and affinity of 
the observer, which primarily belongs to the field of research of 
art psychology. 

Significant results in the empirical research of expressiveness in 
architecture have been achieved in the researches by S.Markovic 
and Dj. Alfirevic', 11 where it was concluded that there are four 
basic categories of expressiveness, and most of the examinees 
polarize into two diametrically different visual categories, 
which have been named in the research as "choleric-sanguine" 
and "phlegmatic-melancholic" expressiveness. 12 Results of this 
research are significant because they show that there is a high 
level of consent between the examinees in their perception 
and critical evaluation in experiencing the expressiveness of 
architectural objects, and that there are generally two antipodes 
in architectural creation - the expressionistic and minimalist 
tendency. On one hand, there is a group of architectural creations 
with a distinctly energetic and aggressive character (mainly 
expressionistic and deconstructive objects); while on the other 
hand there are reduced and ultimately abstracted solutions 
(examples of modernism and minimalism). 

Summarizing the given conclusions regarding expressiveness, it 
can be said that expressiveness in architecture is a property or 
group of attributes of one architectural work, which establish a 
specific relation between architectural expression and the users, 
i.e., the public with whom the work communicates. It is necessary 
to emphasize that expressiveness is not only characteristic of 
architectural and art works, but it is in direct relation with natural 
forms and other phenomena that can be perceived and which, 
by their nature, initiate certain states of emotional alertness and 
responses to experienced conditions. 
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Cn.3. 

[lonapM3aMMja eKcnpecMBHiix KaTeropiija y apiiTeiaypii 

Fig. 3. 

Polarization of expressive categories in architecture 13 



eBanyauMjM flown BJbaja eKcnpecMBHoan apxnTCKTOHCKHX 
o6jeKaia, Kao n fla reHepajiHO noaoje flBa amnnofla y 
apxiueKTOHCKOM aBapajiaiiJTBy - eKcnpecMOHMCTMMKa m 
MMHMMajiiiCTii4Ka TeHfleHUMja. Ca jeflHe apaHe cy rpynncaHa 
apxnTeKTOHCKa ocTBapetba ca M3pa3MTMM eHeprM4HMM m 
arpecuBHMM KapaKTepowi (yr/iaBHOM eKcnpecMOHMCTMHKM m 
fleKOHCTpyKTMBMCTHHKM o6jeKTn), flOK ce ca flpyre dpaHe Ha;ia3e 
CBefleHa n flo KpajHocm anapaxoBaHa peiuetta (npMiwepM 

MOflepHe H MMHMMaJll13Ma). 

Pe3MMnpaH>eM M3Jio>KeHMX 3aKJbyqaKa o eKcnpecuBHoan, 
Mowe ce KOHCTaTOBa™ fla je eKcnpecMBHoa y apxiueKTypM 
CBojcTBo mjim CKyn oco6nHa jeflHor apxiueKTOHCKor fle/ia, Koje 
ycnocTaBJbajy cneuMcpM^Hy pe/iamijy M3Mer)y apxiueKTOHCKor 
M3pa3a m KopucHMKa, Tj. ny6jiMKe ca koj'om fle/io KoiwyHMUMpa. 
HeonxoflHO je Harjiacirra fla eKcnpecuBHOCT Hnje caiwo CKyn 
KapaKTepucTMKa apxineKTOHCKMX m yMeTHM4KMX fle/ia, Beti je y 
flMpeKTHoj Be3M ca npupoflHUM (|)opMaMa MflpymiM (jjeHOMeHMMa 
koj'm ce Mory nepuMnMpaTM, a KOjn no CBOjoj npupoflu MHMUMpajy 
OflperjeHa cratta eiwouMOHanHe no6yrjeHOcra m OflroBopa Ha 
flowMBJbeHe ycjioBe. 

KcnpecnoHM3aivi 

AHajiM30M TeopMjCKMX npMcryna TyiwaMerby nojiwa 
eKcnpecnoHM3aM, Mory ce pa3rpaHM4MTH flBe ocHOBHe 
MHTepnpeTauMje oBor (|)eHOMeHa. Pa3JiMKe Koje ce jaBJbajy iwerjy 
H>MMa 3acH0BaHe cy Ha lumpmhm rteroBor noMMarta, Tj. 3aBnce 
Ofl Tora fla jim ce eKcnpecnoHH3aM nociwaTpa Kao ctmjickm npaBau, 
y apxiueKTypn, Kojn ce nojaBno n Tpajao noHeTKOM XX BeKa, mjim 
npeflCTaBJba crariHM, Teiwe/bHH HMHMnau, cbmx ctmjickmx npaBaua 
h y cbmm nepnoflMMa. 

ripBo m yjeflHO HajMeiutie TywiaMerte y HayMHoj n CTpyMHoj 
jnuepaTypn 3aciynajy KpMTM4apM nonyT IJ. C. Kypjia (James 
Stevens Curl), A. XnrnHca (Alan Higgins), IJ- Xepuca (Jonathan 



Harris), rj. K. ApraHa (Giulio Carlo Argan), K. Coxn (Kim Sohee) 
h flpymx. Oho je 3acH0BaH0 Ha ciaBy fla je eKcnpecMOHM3aM, 
y yweiw avmcny pemi, yivieTHMMKM noKpeT koj'm je Haaao 
y ceBepHoj EBponn (noce6HO y HewiaMKoj m XojiaHflnjn) oko 
1905. roflMHe m fla je Tpajao flo Kpaja Tpefie fleueHMje XX BeKa. 
HajpaHMja ynoTpe6a nojiwa eKcnpecnoHM3ai\/i Be3yje ce 3a 1850. 
roflMHy m pe^HMK KpnTM4apa yiweTHOCTM Tait's Edinburgh Maga- 
zine, y Koiwe ce kopmctm Kao TepMMH 3a HOBe CTpyje„MOflepHor 
cjiMKapcTBa". 14 EKcnpecnoHM3aM y apxiiTeKTypn ce noHOBo jaBJba 
y cBojoj HeoBapnjaHTM cpeflMHOM iue3flece™x roflMHa XX BeKa, 
Kao peaKUMja Ha yBeriMKO pacnpocrparbeHM MOflepHM3aM y 
CBeTy. 

Jolu Ofl caivior HacraHKa noKpeTa, mho™ cy ce ayTopM 6aBHJin 
obom Teiwoiw. Kao Haj3Ha4ajHnje TeKCTOBe m ayflMje Ha Teiwy 
eKcnpecnoHM3Ma, Moweiwo HaBecra: ecej rjeprja JlyKa^a 
(EKcnpecuoHiBdM - H>eioe 3Hanaj u nad, 1934) m Kn>i/ire: rinTepa 
Ce/iua [HeMOHKO eKcnpecucwucmuvKO cnuKapcmeo, 1957), 
fijepa TapHMjea (HeMawu eKcnpecuomi3aM, 1962), JJeHMca 
UJapna (ModepHa apxumeKmypa u eKcnpecuoHU3aM, 1966), 
Bmia TpoiviaHa (EKcnpecuoHcmu, 1969), Bo/icpraHra rieHTa 
[EKcnpecuoHiicmuwa apxumeKmypa, 1973), Tmm BeHTOHa 
(EKcnpecuoHU3aM, 1975), LiOHa BmieTa (EKcnpecuoHU3aM, 1978), 
>KaH-Mniueji fiariMMjea (EKcnpecuoHU30M Kao no6yHa, 1978), 
BuTopuja TperoTuja (EKcnpecuoHU3aM, 1986), floHarifla TopflOHa 
(EKcnpecuoHU3aM -ymmmcm u udeja, 1 987) m E/irep /JneTiviapa 
[EKcnpecuoHU3aM, 2002). 

y yiweTHOc™ ce nojaiw eKcnpecnoHH3Ma oflHOCno Ha 

aKTMBHOCT CTBapaJiaua KOjM Cy MCKpMBJbaBa/lM CTBapHOCT Kp03 

npeTepuBarte, eHeprn4He m BMflJbMBe noTe3e HeTKMU,e m jaKe 
6oje, c UMJbeivi M3pawaBaH>a yMeTHMHKMX Mfleja mjim eiwouMja. 
y apxMTeKTypM ce eKcnpecMOHMCTM HMcy 6aBMJiM MCTMuarbeiw 
rJpyHKUMje, Befi CTBapaH>eM cjio6oahmx, moShmx CKyjinTypa/iHMX 
(hopMM, 4ecT0 KpMCTa/iacTMX, a noHeKafl m ca oljtpmm yrnoBMiwa 
m y BMfly CTa/iaKTMTa. 15 



BMfle™ paflOBe fl. BacuncKM: MumiManuiaM mo ifueu/!U3auujcKa napaduzm hq nowmnyXXI eem (2008), ympaiOH>y3Q mpemitta 
MUHUMajiu3MayapxumeKmypu-(popMajiHamuiuuHaAdoji<palloca. (2011), Osvestlosti u arhitekturi minimalizma (2010). 
Palmier. EKcnpecuoHiBdM mo no6y»a. (1995). np. 14. 
Pehnt. Expressionist Architecture. (1973), p. 8. 
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xpressionism 

Analyzing theoretical approaches in understanding the concept 
of "expressionism", two basic interpretations of this phenomenon 
can be singled out. The differences that appear between them, 
based on the width of its understanding, i.e., on whether 
expressionism is observed as a stylistic direction in architecture, 
which appeared and lasted until the beginning of the XX century, 
or represents a permanent, basic factor of all stylistic directions 
and all the periods. 

The first and, at the same time, the most common interpretation 
in scientific and professional literature is advocated by critics 
such as James Stevens Curl, Alan Higgins, Jonathan Harris, Giulio 
Carlo Argan, Kim Sohee and others. The interpretation is based 
on the opinion that expressionism, in its most narrow sense, is 
an art movement originating in northern Europe (especially in 
Germany and the Netherlands) around 1905, and that it lasted 
until the end of the third decade of the XX century. The earliest use 
of the concept "expressionism" \s linked to the year 1850 and the 
dictionary of art criticism "Tait's Edinburgh Magazine", where the 
term is used for new trends in "modern painting". 14 After a pause 
of 25 years, expressionism in architecture has reappeared in its 
neo-variant in the mid-60s of the XX century, as a reaction to the 
already widespread modernism in the world. 

Since the birth of the movement, many authors have dealt with 
this topic. Among the most important texts and studies on the 
subject of expressionism that can be listed are: an essay by Georg 
Lukacs (Expressionism - Its Significance and Decline, 1934) and 
books Peter Selz (German Expressionist Painting, 1957), Pierre 
Gamier (German Expressionism, 1962), Dennis Sharp (Modern 
Architecture and Expressionism, 1966), Bill Groman (Expressionists, 
1969), Wolfgang Pehnt (Expressionist Architecture, 1973), Tim 
Benton (Expressionism, 1975), John Willet (Expressionism, 1978) 
Jean-Michelle Palmier (Expressionism as Rebellion, 1978), Vittorio 
Gregotti (Expressionism, 1986), Donald Gordon (Expressionism - 
Art and Idea, 1987) and Elger Dietmar (Expressionism, 2002). 

In art, the concept of expressionism referred to the artists'activity 
who distorted reality through exaggeration, energetic and visible 
brush strokes and loud colors, with the aim of expressing artistic 
ideas or emotions. In architecture, expressionists did not deal 
with emphasizing function, but with creating free, powerful, 
sculptural forms, often crystal-like, and sometimes with sharp 
angles and in the form of stalactites. 15 

Like expressionist painters, expressionist architects were not 
organized into groups, with unique programs and activities. 
Most of the architects, who entered the field of expressionism, 
have created in such a way only during a short period of their 



development, although it often proved to be the highlight of their 
careers. 16 Expressionism was a radical form of art, completely 
different from the previous forms of artistic expression. It is linked 
to extreme emotional states of the mind like agitation, agony and 
anxiety. One of the most characteristic aspects of Expressionism 
is destroying artistic borders in art. Expressionists approach art in 
such a way as to activate emotional states in observers. 17 

Douglas Kellner, points to the fact that the forerunners of 
German expressionism come from various countries, and that 
expressionism in art has had a strong influence throughout 
Europe and USA. Not only did Germans turn to the"irrational"and 
"primitive" in art. However, in addition to the fact that he thinks 
expressionism should be observed as an international artistic 
tendency, for him expressionism was primarily linked to German 
tradition. 18 

Such opinions indicate the existence of expressionism as an 
artistic movement in architecture and other arts, which appeared 
and lasted during a brief period and was characterized by clearly 
determined stylistic characteristics. According to them, all art 
and architectural works created in the period at the beginning 
of the XX century, and which possess stylistic characteristics 
of expressionism, can be called expressionistic. However, the 
disadvantage of such an interpretation is the impossibility of 
interpreting all those works created before and after this period 
and with expressionistic characteristics. 19 

Adolf Behne has already hinted at the possibility of a "timeless" 
interpretation of expressionism in his introductory lecture 
during the opening of the exhibition "New Strum Exhibition" 
held in 1914. Then, he stated that "artists of our time", meaning 
expressionists from the beginning of XX century, do not see their 
models for creative work in the art works of earlier artists. Not 
even a trace of archaicness exists in their art. Still, they recognize 
Gothics as the real forerunners. What unites them is their love of 
expression. Nothing else is implied under"expressionism". Builders, 
sculptures, painters, and Gothic masters are expressionists, like 
Egyptians or Ancient Greeks had been in earlier times. However, this 
also refers to the work of contemporary architects such as: A. Gaudi 
(Casa Mila, Casa Batllo, Park Guell etc.), F. Shevalla (Ideal palace), 
H. Scharoun (Berlin Philharmonic Hall), E.Sarinena (TWA Terminal 
JFK Airport), Le Corbusier (Notre Dame du Haut, Philips Pavilion), 
Hundertwasser (Hundertwasser house, Waldspirale), F. Gehry 
(Guggenheim museum, Nationale Nederlanden Building) etc. 

Elger Dietmar and Jean-Michel Palmier believe that, in the field 
of visual arts, there are certain obscurities and incompleteness 
regarding the term expressionism, because it can be understood 
on several different levels and it still has not been precisely 
defined. 20 



13 See the works by fl.Bacw/icKM: MuHUMamaaM mo u,ueunu3au,ujcm napaduiMa Ha nowmKyXXI eem (2008.), )/mpaiaiby3a KopemiMa MUHUMami3May 
apxumenmypu - cpopMajma muiuuHa Adonipa lioca. (201 1 .), O svestlosti u arhitekturi minimalizma (2010.). 

14 Palmier; EncnpeaioHU3aMKaono6yHa. (1995). p.14. 

15 Pehnt. Expressionist Architecture. (1973), pp.8. 

16 Gregotti. Expressionism. (1 986), p. 92-95. 

17 Sohee. The Study of the Relationship between Arnold Schoenberg and Wassily Kandinsky During Schoenberg's Expressionist Period. (201 0), p.2. 

18 Kellner, Douglas. Expressionism and Rebellion. (1 983), p.3-39. 

19 Pehnt. Expressionist Architecture. (1 973) 

m Dietmar. Expressionism. A Revolution in German Art. (2002). p. 7 
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nonyT eKcnpecnoHMCTii4Kiix cjiMKapa, eKcnpecnoHMc™4Kii 
apxnTeKTM Hucy 6miM opraHM30BaHM y rpyne, ca jeflMHCTBeHMM 
nporpaiMMMa m aKTMBHOCTMiwa. BefiiiHa apxiueKaTa, koj'm 
cy yiiiJiM y no/be eKcnpecMOHM3Ma, aBapajia je Ha TaKaB 
Ha^MH cawio tokom KpaTKor nepMOfla CBor pa3B0ja, Mafla 
ce Hecro noKa3a;io fla je to 6mo 3emrr H>nxoBe Kapnjepe. 16 
EKcnpecnoHM3aM je 6no paflMKajiaH o6jimk ywieTHOCTM, y 
noTnyHOCTM flpyraMwjw Ofl npeTxoflHMX o6jiMKa yMeTHM^Kor 
M3pa>KaBaH>a. rioBe3aH je ca eKCTpeMHMM eMOUMOHajiHMM 
aaHsMMa ywia Kao luto cy y3HeiwiipeHOCT, aromija n aHKCM03HOCT. 
JeflaH ofl HajKapaKTepncTM4Hiijiix acneKaia eKcnpecM0HM3Ma je 
yHMiuTaBaHae rpaHMua y yMeTHOCTM. EKcnpecMOHMCTM npudynajy 
yiweTHocTM Ha TaKaB HamiH c uMJbeM fla yTM4y Ha aKTMBMpatte 
eMOTMBHMX cratta KOfl nocMaTpana. 17 

J\. Ke/iHep (Douglas Kellner) yKa3yje fla npeieMe Heiwa^Kor 
eKcnpecnoHM3i\/ia florae M3 pa3Jinmi™x 3eMajba, n fla je 
eKcnpecnoHM3aM y ywieTHOCTM wwao jaK yTMuaj WMpoM EBpone 
h CAfl-a. Hucy caivio HeMUM 6mw ™ Kojn cy ce OKpeHyjin 
„npauMOHajiHOM" m „npnMn™BHOM" y yMeTHOcra. UnaK, h 
nopeflTora wto ciwaipa fla eKcnpecMOHM3aM Tpe6a nocMaTpa™ 
Kao MefymapoflHy yivieTHMMKy TeH,qeHMMjy, 3a H>era je oh 6mo 
npBeHCTBeHO Be3aH 3a HewiaMKy TpaflMunjy. 18 

0B3KBM daBOBM yKa3yjy Ha noaojatbe eKcnpecM0HM3Ma Kao 
yMeTHii4K0rn0KpeTayapxiiTeKTypiiiiflpyriiMyMeTH0c™Ma,K0jii 
ce jaBno w Tpajao tokom KpaTKor nepMOfla m koj'm ce OflJiMKOBao 
jacHO oflperjeHMM ctmjickmm KapaKTepucTHKaivia. no H>MMa, CBa 
yiweTHMMKa n apxiueKTOHCKa fle/ia KOja cy Hacia/ia y nepMOfly 
no^eTKOM XX BeKa, a Koja noceflyjy cmriCKe KapaKTepucTUKe 
eKcnpecM0HM3Ma, Mory fla ce Ha30By eKcnpecMOHMcraHKMM. 
MerjyTMM, HeflociaiaK OBaKBe MHTepnpeTauMje je HewiorytiHOCT 
TyMaMeH>a cbmx OHMXflejia Koja cy Hacia/ia npe mjim noc/ie oBor 
nepnofla, a Koja niviajy eKcnpecMOHMCTMHKe KapaKTepucTMKe." 



Beh je A. BeHe (Adolf Behne) y cbom yBOflHOM npeflaBatty 
npmiMKOM OTBapaH>a M3Jio>K6e New Strum Exhibition oflp>KaHe 
1914. rofl., HaroBecTMO MorynHoa„BaHBpeMeHCKor"TyMa<jeH>a 
eKcnpecnoHM3i\/ia. Tom npmiMKOM je peKao fla „yMeTHMUM 
Haiuer BpeMeHa" Mucjiefin Ha eKcnpecMOHMcre ca none™ XX 
BeKa, He BMfle cBoje MOflene 3a KpeamBaH pafl y paflOBMMa 
paHwjHX MajcTopa. Hm Tpara Ofl apxan4H0c™ ce He Hajia3M y 
H>MxoBoj yMeTHOCTM. UnaK, ohm npeno3Hajy y i"otmum CBoje 
npaBe npeTene. Oho ljto mx yjeflMH>yje je toMXOBa Jby6aB 
npeMa M3pawaBaH>y. Hi/iurra flpyro ce He noflpa3yMeBa nofl 
„eKcnpecnoHM3MOM". rpaflMTe/bM, Bajapn, oiMKapM n MajCTopn 
roTMKe cy eKcnpecMOHMCTM, Kao ljto cy ErnnfiaHii n Tpu.ii 6mjim 
y paHMjMM BpeMeHMMa. MetjyTMM, obo ce TaKoije OflHOCM m Ha 
CTBapajiaujTBO caBpeMeHnx apxnTeKaTa nonyT: A. Tayflnja [Casa 
Ma, Casa Batllo, Park Guell v\ pp.), 0. LUeBajia (Ideal palace), X. 
UJapoyHa (Berlin Philharmonic Hall), E. CapuHeHa (TWA Terminal 
JFK Airport), Jle Kop6n3jea (Notre Dame du Haut, Philips Pavilion), 
XyHflepTBacepa (Hundertwasser house, Waldspirale), 0. Tepuja 
(Guggenheim museum, Nationale Nederlanden Building) m flp. 

E. /lnjeTMap (Elger Dietmar) m >K. M. fiajiMMje (Jean-Michel 
Palmier) CMaTpajy fla y o6nac™ BM3yejiHMX yMeTHOCTM nocToje 
oflperjeHe HejacHohe m HeflOBpiueHOCT y Be3M ca TepMMHOM 
eKcnpecnoHM3aM, jep ce MO>Ke pa3yMe™ Ha BMUje pa3JiM4n™x 
HMBoa w fla j'ouj yBeK 3a Haera HMje flaTa npeu.H3Ha fledpi/iHi/mnja. 20 

3a riajiMnjea eKcnpecnoHii3aM HMje 6no caMO yMeTHUHKH noKpeT 
Beh jeflaH ceH3n6miiiTeT m BM3Mja CBeTa ca HaflaMa, CHOBMMa m 
MpmaMa. 06ejie>KM0 je CBe o6jiMKe yMeTHOCTM n pa36no mx je 
fla 6m MxyjeflMHMoy MyflHeyivieTHMMKeTBopeBMHe KOflKojMxjeTO 
ujto je HeKO„eKcnpecMOHMCTa"y Kpajhtoj jimhmj'm 3HaMajHMje Hero 
fla Jin je cjiMKap, necHMK, Bajap mjim flpaMCKM nMcau.. 21 
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CnA. 

EKcnpecnoHM3aivi y flpyriiM ctmjkkhm npaBMiiwia (A. 
Gaudi - Casa Batllo, Hundertwasser - Hundertwasser 
house, F. Gehry - National bank, H. Scharoun - Berlin 
Philharmonic Hall, Le Corbiseur - Notre Dame du Haut) 
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For Palmier, expressionism is not only an art movement, but a sensibility and global 
vision with hopes, dreams and hatreds. It has marked all forms of art, and broken them 
in order to unite them again into odd artistic creations where the fact that someone 
is an "expressionist" is ultimately more important than the fact that they are painters, 
sculptures or playwrights. 21 

The most radical and broadest interpretation of the concept of expressionism is given by 
the critic Herbert Read, who in his books 22 has established a thesis that expressionism can 
be considered as a steady, basic factor in all the arts that have over time brought it to the 
surface. According to Read, the term expressionism is used in defining art works in which 
the reality is distorted in order to express artistic emotions or inner visions. For example, in 
painting, the emotional influence is emphasized by the use of intensive colors, distortion 
of shape etc. 23 Read finds that the concept of "expressionism" is of primary significance, 
such as the concepts of "idealism" and "realism", and not of secondary importance like 
the word "impressionism"; as well as that it defines one of the basic ways of perception 
and representation of the world around us. He also states that depending on the socio- 
political, cultural-historical and other circumstances, the expressionistic elements occur 
from time to time in other styles, such as: cubism, fauvism, abstract expressionism, 
informel etc. 

Like Read, the theoretician Gill Perry finds that the term "expressionism" as a stylistic 
definition was often used in art to implicitly define the quality/level of distortion or 
exaggeration in form, in the works of any artist from any period. 24 The opinions of H. Read, 
D. Kellner and G. Perry are significant because they indicate the existence of expressionism 
as a permanent, basic factor in all styles and all periods; it allows the possibility of 
explaining also the appearances that have the elements of expressionism, and which 
do not belong exclusively to the expressionistic movement from the beginning of the XX 
century. 

Similarly to Read and Perry's thoughts on art, in his books, Charles Jencks also points to 
the existence of cyclical appearances in architecture as well. According to Jencks, three 
basic groups of architectural tendencies are evident; they occasionally appear in courses 
of history: traditionalist, rationalistic and creative. 25 

Under creative (intuitive) tendencies, Jenkcs means examples of: art-deco, expressionism, 
secessionism, fantastic architecture, organic architecture, neo-expressionism, 
deconstructivism etc. 




Figu.4. 

Expressionism in other stylistic trends (A.Gaudi - Casa 
Batllo, Hundertwasser - Hundertwasser house, F.Gehry 
- National bank, H.Scharoun - Berlin Philharmonic Hall, 
Le Corbiseur - Notre Dame du Haut) 



22 



21 Palmier. EKcnpecuoHU3aM nao no6yHa. (1995). p.13. 

Read. Art Now. (1933) in Education ThroughArt. [1954). 
23 Read. The Thames and Hudson Dictionary of Art and Artists, (ed. 1966, 1985 and 
1994), p.128. 
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HajpaflMKajiHuje n HajwMpe TyMaHerte nojMa eKcnpecM0HM3aM 
m3hocm KpnTM^ap X. Pufl, koj'm je y cBojuM Ktburaivia 22 noaaBMO 
Te3yfla ce eKcnpecnoHM3ai\/i iwo>Ke CMaTpam crariHMMjeMerbHMM 
HMHi/ioi^eM y cbmm yMeTHOCTMMa Koje cy ra BpeMeHOM flOBerie 
Ha noBpiuMHy. no Pufly, TepiwuH eKcnpecM0HM3aM ce Kopnc™ 
KOfl 03Ha4aBaH>a yiweTHHHKHx paflOBa y Kojuivia je CTBapHOCT 
MCKpuB/beHa, c UMJbeM M3pa>KaBaH>a ymmmmx eMOLtwja mjim 
yHyTpaujhte BM3Mje, (Hnp. y cjiMKapaBy, eMOUMOHa/iHM yruwB 
je HarjiaiueH ynoTpe6oM ™>khmx 6oja, flMcrop3MjoM o6jiMKa n 
cri.). 23 Pufl CMaTpa fla je nojaM eKcnpecuoHU30M op, npi/iMapHor 3HaMaja, 
nonymojivioBa udeajiu3aivinpeajiu3aM, a HeceKyHflapHCOHanaja nonyT 
nojMa UMnpecuoHU3dM, Kao 1/1 fla 03HaMaBa jeflaH ofl ochobhmx Ham/iHa 
onawahba m npeflcraBJbahba cBda oko Hac. TaKotje, HaBOflM fla ce, y 

3aBMCHOCTM Ofl flpyLUTBeHO nOJlMTMHKMX, KyjlTypHO-MCTOpujCKHX 

h flpymx okojihoctm, eKcnpecM0HMc™4Kii ejieiweHTM jaBJbajy 
noBpeiweHO m y flpymivi crariOBMMa, Kao wto cy: Ky6M3aM, 
cpoBM3aM, ancTpaKTHM eKcnpecM0HM3aM, eHcpopwieji n flp. 

nonyT Pufla, TeopemHap I". riepw (Gill Perry) ciwaipa fla ce TepiwuH 
eKcnpecuoHU3dM Kao cnuiCKa oflpeflHMua 4edo kopmctmo y 
ywieTHOCTM fla MMnriMUMTHO 03Ha4M, KBa/iMTeT/miBo flMcrop3Mje 
mjim npeTepMBarta y (popMM, y pafly 6mjio Kor yiweTHMKa n M3 
6mjio Kor nepnofla. 24 CTaBOBM X. Pufla, j\. Ke/iHepa m I". riepMja cy 
3Ha4ajHM M3 pa3Jiora hito yKa3yjy Ha nocrojarbe eKcnpecnoHH3Ma 
Kao crajiHor, Tewie/bHor 4MHM0ua y cbmm crajioBwvia m y cbmm 
nepMOflMMa, 4MMe ce npy>Ka MoryfiHoa fla ce o6jacHe m nojaBe 
Koje noceflyjy e/ieMeHTe eKcnpecM0HM3Ma, a Koje He npMnaflajy 
MCKJby^MBo eKcnpecM0HMCTM4K0M noKpeTy ca noHeTKa XX BeKa. 

AHajiomo Pmaobmm m riepMjeBMM daBOBMMa y yMeTHOCTM, y 
CBojMM KH>MraMa H. IJeHKC (Charles Jencks), TaKorje yKa3yje Ha 
nocTojarte umkjimhhmx nojaBa m y apxMTeKTypM. no IJeHKcy, 
eBMfleHTHe cy TpM ochobhc rpyne apxMTeKTOHCKMX TeHfleHUMja, 
Koje ce noBpeMeHO jaBJbajy y MdopMjCKMM TOKOBMMa: 

TpaflMUM0HaJlMCTM4Ke, paUM0HaJlMCTM4Ke M KpeaTMBMCTM4Ke. 25 
riOfl KpeaTMBMCTM4KMM (MHTyMTMBHMM) TeHfleHUMjaMa 

IJeHKC noflpa3yMeBa npMMepe: ap fleKoa, eKcnpecM0HM3Ma, 
ceuecMje, dpaHTacrMHHe apxMTeKType, opraHCKe apxMTeKType, 

HeoeKCnpeCMOHM3Ma, fleK0HCTpyKTMBM3Ma M flp. 

Kafla roBopM o eKcnpecM0HM3My, IJeHKC Kawe fla je to yioriMjCKM 
noKpeT M3 paHMX flBafleceTMX roflMHa, KojM je jacHO ycBojMO 
oflperjeHe aHapxMCTM4Ke Mflea/ie, M3a KojMX cy ce cBpcTa/iM m 
Be/iMKM eKcnpecM0HMCTM4KM apxMTeKTM. MerjyTMM, pea;iM30BaH>e 
tmx Mfleja y npaKCM HMKafl HMjefla/ieKO oflMaKJio, na je dora Bpjio 
Ma/io eKcnpecM0HMCTM4KMX rparjeBMHa CTBapHO M3rparjeH0 (ceM 
ocTBapeH>a TayTa (Taut), MeHfle/icoHa (Mendelsohn) m ne/iuura 
(Poelzig)). Kafla ce eKcnpecM0HM3aM noHOBO jaBMO uje3fleceTMX 
roflMHa XX BeKa, nofl bmaom „(|)aHTacTM4He apxMTeKType", 
rteroBM paHMjM hojimtmhkm m MfleojioujKM KopeHM Ben cy 6mjim 



22 Read. Art Now. (1933) m Education Through Art. (1954). 

23 Read. The Thames and Hudson Dictionary of Art and Artists, (ed. 1966, 1985 
and 1994), p. 128. 

24 Perry. Primitivism, Cubism, Abstraction: The Early Twentieth Century. 
Primitivism and the Modern. (1993). p. 62-81. 



pacToneHM m oh je npefloraBJbao Tafla caMO jouj jeflaH ofl 
3Ha4ajHMjMX noKpeTa y MCTopMjM apxMTeKType, CMaTpa IJeHKC. 26 
Ca flpyre CTpaHe, „hobm eKcnpecM0HM3aM" je, no IJeHKcy, y 
apxMTeKTypM noneo fla ce jaBJba tokom KacHMX ceflaMfleceTMX 
roflMHa napaneriHO ca cjimhhmm noKpeTMMa y cBeTy yMeTHOCTM. 
y o6a cjiynaja, MHOwpauMja noTM^e ofl flejia ocTBapeHMX y 
ABafleceTMM roflMHaMa XX BeKa: apxMTeKTypa XaHC LUapoHa 
(HansScharoun),XyroXapMHra(HugoHaring)MEpMxMeHflejicoHa 
(Erih Mendelsohn). Itaa nojMa „hobm eKcnpecM0HM3aM" je 
BMrjeH>e apxMTeKType Kao npMpoflHO eKcnpecMBHor MeflMjyMa 
ocjio6orjeHor ofl KOHBeHUMOHariHMX KOflOBa. fberoBa uempariHa 
Mfleja je fla nocTojM npMMMTMBaH, HecBecTaH je3MK koj'm je 
flocrynaH CBaKOMe ko ce noTpyflM fla oceTM Moh 4MCTor o6rmKa, 
CBeTJia m o6m4hmx MaTepMja/ia. 27 

Cjimhhoctm Metjy MHTepnpeTauMjaMa yKa3yjy fla nocTojM oniiJTM 
K0HceH3yc oko Tora iiJTa y ochobm npeflCTaBJba cyuiTMHy nojMa 
eKcnpecM0HM3aM. Cbm ayTopM cy car/iacHM fla je y nMTarty 
paflMKa/iaH o6jimk apxMTeKType m yMeTHOCTM, koJm mm a 3a UMJb 
ayTeHTM4H0MCKa3MBaH>e„yHyTpaiiJH>ercBeTa"-BM3Mja,eM0UMja, 
mmcjim m ocefiarta. Pa3JiMKe y MHTepnpeTauMjaMa yKa3yjy fla 
nocTojM 036MJbaH cyKo6 MMiwberba no nMTarty pa3yMeBaH>a 
LJMpMHe TyMa4eH>a nojMa, jep ce ofl npBor npoMOBMcarta nojMa 
eKcnpecuoHU3aM, flo flaHac, jolu yBeK HenpecraHO nojieMMiue 
o rteroBOM TyManerty. HeocnopHO je fla je eKcnpecM0HM3aM y 
apxMTeKTypM CTBapa/ia^Ka TeHfleHUMja, Koja mm a 3a UMJb fla Ha 
paflMKa/iaH m ayTemrmaH Ha^MH, nyTeM eKorpeMHor npMCTyna 

apXMTeKTOHCKOM o6jlMKOBaH3y m apTMKyriauMjM, MCKa>Ke 

eMOUMje, mmcjim m BM3Mje CTBapaou,a. MerjyTMM, nocTaBJba ce 
nMTarte: KojM cy CTBapana^KM npMHUnnw eKcnpecMOHM3Ma y 
apxMTeKTypM, Tj. Ha ocHOBy KojMX KpMTepMjyMa ce MO«e pefiM fla 
je jeflHO apxMTeKTOHCKO fleno eKcnpecM0HMCTM4K0? 

AHanM3a eKcnpecM0HMCTM4KMX npMHUMna je TeMa KojoM ce Mano 
MCTopM^apa apxMTeKType m yMeTHOCTM 6aBMJio. UnaK, nocToje 
oflpetjeHM CTaBOBM o TOMe LUTa jeflHO apxMTeKTOHCKO fleno hmhm 
eKcnpecM0HMCTM4KMM. 3Ha4ajaH je CTaB A. XMTMHca no KOMe cy 
npMMapHM acneKTM eKcnpecMOHMCTMHKor flena y apxMTeKTypM: 
1) 3aKpMBJbeHM/yraoHM 6eTOHCKM m/mjim 3maobm ofl oneKe, 2) 
ApaMaTMHHe, HenpaBMJiHe dpopMe m TeHfleHUMja fla ce M36eme 
npaBoyraoHMK m npaB yrao, 3) oflHoc npeMa apxMTeKTypM Kao 
CKynnTypM, 4) HarnaiijaBaH>e KOHCTpyKTMBHMX eneMeHaTa, 
5) flMCTop3Mja dpopMe M3 hmcto eMOUMOHariHor pa3Jiora, 6) 
OflCTynarte Ofl dpyHKUMOHariHMX KBa/iMTeTa 3apafl CTMJicKor 
M3pa3a, 7) dpparMeHTMcaHe JiMHMje, 8) oflcycTBO CMMeTpMje. 28 

HaBefleHM npMHi|MriM MnaK npeflCTaBJbajy caMO jeflaH fleo 
nojaBHe CTpaHe eKcnpecM0HM3Ma. Kafla cefleTajbHMjeaHa;iM3Mpa 
dpeHOMeH eKcnpecM0HM3Ma, Mory ce KOHCTaTOBaTM flBe nojaBHe 
KaTeropMje:„MCKpeHM"M„ycjioBJbeHM"eKcnpecMOHM3aM.HcKpeHM 
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When he speaks of expressionism, Jenkcs states that it is a Uto- 
pian movement from the early 20s, which had clearly adopted 
specific anarchist ideals, behind which the great expressionist ar- 
chitects were lining up. However, the realization of these ideas in 
practice did not go very far, that is why there are very few expres- 
sionistic buildings that had actually been constructed (except for 
the works of Taut, Mendelsohn, Poelzig and Haring). Jenkcs feels 
that when expressionism reappeared in the 60s of the XX cen- 
tury, in the form of "fantastic architecture", its earlier political and 
ideological roots have already been dissolved, and then it rep- 
resented just one of the significant movements in the history of 
architecture. 26 0n the other hand, "new expressionism" according 
to Jenkcs, started appearing in architecture in the late 70s, simul- 
taneously with similar movements in the art world. In both cases, 
the inspiration came from the works created in the 20s of the XX 
century: in the architecture of Hans Scharoun, Hugo Haring and 
Erih Mendelsohn. Behind the concept "new expressionism" is the 
perception of architecture as a naturally expressive medium, freed 
of conventional codes. Its central idea is that there is a primitive, 
unconscious language available to everyone who makes an effort 
to feel the power of pure form, light and conventional materials. 27 

Similarities between interpretations show that there is a general 
consensus on what basically represents the essence of the con- 
cept of expressionism. All the authors agree that it is a radical 
form of architecture and art, whose aim is authentic expression 
of the "inner world" - vision, emotion, thought and feeling. Dif- 
ferences in interpretation indicate that there is a serious conflict 
of opinions regarding the understanding of the broad interpreta- 
tion of the concept; because ever since the first promotion of the 
concept of expressionism until the present, there has been a lot 
of controversy about its interpretation. It is indisputable that ex- 
pressionism in architecture is a creative tendency whose aim is to 
express the emotion, thought and vision of the artist in a radical 
and authentic way, by means of an extreme approach to architec- 
tural formation and articulation. However, a question is raised, 
what are the creative principles of expressionism in architecture, 
i.e., based on which criteria it can be said that an architectural 
workisexpressionistic? 

Few historians of architecture and art have dealt with the analysis 
of expressionistic principles. Still, there are certain opinions 
about what makes one architectural work expressionistic. Alan 
Higgins's opinion is significant, and according to it, the primary 
aspects of an expressionistic work in architecture are: 1) curved/ 
angular concrete and/or brick walls, 2) dramatic, irregular 
forms and a tendency to avoid the rectangular shape and right 
angle, 3)attitude towards architecture as if it were a sculpture, 



4)emphasis on constructive elements, 5)distortion of form for 
purely emotional reasons, 6)deviation from functional qualities 
due to stylistic expression, 7)fragmented lines and 8)absence of 
symmetry. 28 

The above-mentioned principles still represent only one part of 
the manifestive side of expressionism. When the phenomenon of 
expressionism is analyzed in greater detail, it can be concluded 
that there are two manifestive categories "spontaneous" and 
"conditioned" expressionism. Spontaneous expressionism is 
created bytheexternalizationofthe artist's psychological structure 
towards his/her work, regardless of the surrounding conditions 
(context). "Spontaneous"expressionistic art works are very similar 
by their manifestation (examples of the works of architecture Z. 
Hadid, F. Gehry and D. Libeskind), which brings them to a close 
relation with the category of expression, to which they belong 
as well. On the other hand, the "conditioned" expressionism is 
created when conditions are made for its manifestation, i.e., 
when the art work is not a direct externalization of the artist's 
character, but it is conditioned by the surrounding influences. 
Contextual reaction to certain surroundings can be completely 
expressionistic (example of objects built on acute-angled lots and 
which are regardless of stylistic determiners of architecture, by 
their character expressionistic, because the very location leads to 
architecture of sharp angles). 

Therefore, it is very important to stress that there are architectural 
works that can be filed under the concept of expressionism, 
even though they are not a direct product of expressionistic 
creativity. Examples of such art works belong to the category 
of expressiveness, because they appear as individual creations 
of architects, who were motivated in specific moments and in 
certain locations to make a unique expressionistic work of art. 



24 Perry. "Primitivism, Cubism, Abstraction: The Early Twentieth Century. Primitivism and the 'Modern (1 993), p.62-81 . 

25 Jencks. Modepmi noKpemu y apxumeKmypu. (1986). 

26 Jencks. Modepmi noKpemuy apxumeKmypu. (1986), CTp.75. 

27 Jencks. The New Expressionism, in Architecture Today. (1 993), p.222-229. 

28 Higgins. Architectural Movements of the Recent Past, (2010). 
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eKcnpecM0HM3aM Haaaje eKaepHM3au.MjoM ncMxojiowKor 
CKJiona crBapaoua npewia flejiy, 6e3 o63npa kskbh cy ycjioBM 
OKpywetta (KomeKCTa). „HcKpeHa" eKcnpecMOHMCTMHKa flejia cy 
Beoivia c/iMMHa no cBojoj nojaBHoan (npniviepii flejia apxMTeKaia 
3. XaflMfl, 0. repMja m }\. /ln6ecKMHfla), luto mx aoboam y 6jiMCKy 
pe/iaunjy ca KaTeropMjoM eKcnpecuje Kojoj yjeflHO n npunaflajy. 
Ca flpyre CTpaHe,„yoioBJbeHM"eKcnpecMOHM3aM Haaaje Kafla ce 
aBope ycjioBM 3a H>eroBy nojaBy, Tj. Kafla fle/io Hnje flupeKTHa 
eKCTepHM3aunja KapaKTepa crBapaoua, Beti je yc/iOBJbeHo 
yTMuajuwia M3 OKpywetta. KoHTeKaya/iHa peaKUMja Ha nojeflMHa 
OKpywetta MO>Ke 6mtm y noinyHOcra eKcnpecMOHMCTMHKa 
(npniviep o6jeKaia Kojn cy rpafieHM Ha oiuTpoyr/iMM napuejiaMa 
m koj'm cy, 6e3 o63npa Ha cmjiCKe oflpeflHMue apxiueKType, 
no cbom KapaKTepy eKcnpecMOHMQMHKM, jep caivia JioKauMja 
HaBOflM Ha apxiueKTypy olutpmx ymoBa). 

Crora je Ba>KHO Harjiacn™ fla nocToje apxiueKTOHCKa fle/ia Koja ce 
Mory noflBec™ nofl nojaM eKcnpecM0HM3Ma, hsko HMcy HacTa/ia 
Kao flupeKTaH npoflyKT eKcnpecnoHncTn^Kor CTBapa/iaiiJTBa. 
ripMMepM oBaKBMX fle/ia yr/iaBHOM npiinaflajy KaieropMjM 
eKcnpecMBHOcm, jep ce jaBJbajy Kao nojeflUHaMHa ocrBapetba 
apxMTeKaia Kojn cy, y oflpefieHww TpeHyuMMa m Ha oflpetjeHMM 



Cn.5. 

„McKpeHM"M„ycnoBrt>eHM"eKcnpecMOHM3aM (Jewish 
museum, Berlin - D. Libeskind (neBo), Chilehaus, 
Hamburg - Fritz Hoger (flecHo)) 

jiOKauMjaMa, 6mjim MOTMBMcaHM fla ocTBape jeflMHCTBeHO 
eKcnpecMOHMCTimKO fle/io. 

3aKn>ynaK 

riojaM eKcnpecM0HM3Ma je Beoivia 6jiM3aK nojMy eKcnpecuje. 06a 
nojivia oflpa>KaBajy MCKa3MBaH>e mmcjim, b n 3 n j a n eiwoTMBHor 
caflp>Kaja nyieiw oflpefieHor yivieTHM4Kor Meflnjyivia. Pa3JiMKa je y 
TOiwe ujto ce nojaM eKcnpecM0HM3Ma oahocm caivio Ha jeflaH fleo 
o6jiac™eKcnpeciije,KojiijepafliiKajiaHiiarpeciiBaH(KOJiepii4HO- 
caHrBMHM4aH). riopefl eKcnpecM0HM3Ma, eKcnpecuja yKJbynyje n 
CBe OHe npMMepe yivieTHM4Kor M3pa>KaBaH>a Kojn cy eKCTpeMHM, 
a/in m CBefleHM n HeHacmiHM ((hjieriviaTMMHO-MejiaHxojiMMHM) 
no cbom KapaKTepy (MMHMMajiM3aM). EKcnpecM0HM3aM je 
paflMKajiHa CTBapajiaMKa TeHfleHUMja y apxiueKTypn, Koja MMa 
3a UMJb ayieHTMHHO MCKa3MBaH>e mmcjim, eMOUMja mjim ocefiatba 
crBapaoua nyieM apxMTeKTOHCKor flejia, Koje Kao MeflMjyM, 
ycnocTaBJba oco6eHy pejiauMjy M3Metjy apxMTeKTOHCKor 
M3pa3a m ny6jiMKe (KopMCHMKa) ca KojoM flejio (apxMTeKT) 
KOMyHMLjMpa. EKcnpecM0HM3aM noceflyje oflJiMKe m eKcnpecMje m 



eKcnpecuja 



eKcnpecuBHOCT 



HCKpeHH ycriOBrt.eHH 
eKcnpecnoHH3aM 



Cn.6. 

OflHoc eKcnpecH0HM3Ma npeivia eKcnpecwjii n 

eKCnpeCMBHOCTM 

Fig. 6. 

Attitude of expressionism towards expression 
and expressiveness 
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Fig. 5 . 

"Spontaneous" and "conditioned" expressionism 
(Jewish museum, Berlin - D.Libeskind (left), 
Chilehaus, Hamburg - Fritz Hoger (right) 

Conclusion 

The concept of expressionism is very close to the concept of expression. Both concepts 
reflect expression of thought, vision and emotional content by means of a specific artistic 
medium. The difference lies in the fact that the idea of expressionism refers to only one 
part of the field of expression, which is radical and aggressive (choleric-sanguine). Besides 
expressionism, expression includes all those examples of artistic expression, which are 
extreme, but reduced and non-violent (phlegmatic-melancholic) by their character 
(minimalism). Expressionism is a radical creative tendency in architecture, whose aim 
is authentic expression of thought, emotion or feeling of the artist by means of an 
architectural work, which as a medium establishesa specific relation between architectural 
expression and the public (users) with which the work of art (architect) communicates. 
Expressionism possesses the characteristics of expression and expressiveness, and appears 
in two manifestive categories "spontaneous"and"conditioned" expressionism. 
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